censorship and propaganda), viewing figures and autobiographical material. Although, as Paul Coates (2013: 102) has noted, Haltof's categorisation of 'Polish Holocaust films' excludes some valuable works, such as Agnieszka Holland's Bittere Ernt/Angry Harvest (West Germany, 1985) and Europa, Europa (Germany/France/Poland, 1990), his book does an excellent job of providing at least some context for and analysis of a very large number of films, some entirely unknown outside of (and in some cases, even within) Poland.
Naturally, Haltof's survey method has its shortcomings: some films are granted only a few lines of discussion, while others, notably Ostatni etap/The Last Stage (Wanda Jakubowska, Poland, 1948) , Ulica Graniczna/Border Street (Aleksander Ford, Poland, 1948) , Korczak (Andrzej Wajda, Poland/Germany/UK, 1990) and Wielki tydzien/Holy Week (Andrzej Wajda, Poland/Germany/France, 1995) are accorded greater attention. Given that these four films are overrepresented in critical writing on Polish Holocaust cinema, and, in the case of Wajda at least, in critical writing on Polish cinema in general, it is a shame not to see a longer discussion of some of the lesser-known works. Throughout the analyses, there is not much engagement with philosophical, ethical and/or aesthetic concerns, including, for example, the issues of taking responsibility, of witnessing and giving testimony, and of the aestheticisation of the Holocaust. That said, to engage with such topics is not the book's stated intention, and Haltof himself expresses the hope that further, more theoretically minded, studies will follow (5). Such studies are sorely needed; as Haltof points out, although occupied Poland was the site of most German concentration and extermination camps, not a single book, in either Polish or English, has been devoted to the representation of the Holocaust in Polish cinema (5). To this I would add that philosophical, critical and artistic material originating in Poland has frequently been sidelined in Holocaust studies in favour of French and German writing, film and artworks -and this despite Poland's geographical centrality to the Holocaust, despite the significance of the fact that Poles witnessed much of the destruction of their Jewish former neighbors, and despite the conflicts of memory around the Holocaust between those within and outside Poland (including, frequently, Polish-Jewish survivors residing abroad). Studies such as Haltof's constitute an important step towards balancing this focus.
Given that the debates around Jedwabne have generated the 'most prolonged and far-reaching of any discussion of the Jewish issue in Poland since the Second World War' (Polonsky and Michlic 2004: xiii) , it is somewhat surprising that Haltof himself plays down the recent shifts in Polish memory around the Holocaust. Jedwabne is only mentioned a handful of times, and little attention is paid to the documentary films centering on the Jedwabne events (Haltof's book was, it should be noted, published before the release of the first fiction film that takes up many issues present in Gross' 
